Rock', 'Treaty' and 'From Little Things Big Things Grow'. This outstandingly successful production went on to tour for the next two years. 2 Although the film does not make specific mention of previous and similarly empowering concerts, is should be acknowledged that the murundak concert did not spring from nowhere. Many, but not all, members of the Black Arm Band had played together before, including at major concert events, and some-Bart Willoughby, Joe It is within this rich and politically progressive festival context that Murundak, as a cultural phenomenon, was able to be created.
As a live performance murundak undoubtedly performed historical work.
In 'charting the soundtrack of over four decades of Australian Aboriginal life' and including narrative and visual references to a much longer past, murundak was both a cultural history of Aboriginal protest music and a social memoir of Aboriginal struggles for justice. 4 Publicity on the official Black Arm Band and murundak concert websites focuses on three major themes: history, survival and identity. Connecting these themes, like an indissoluble breath, are songs and struggle, two inseparably related forms of cultural expression and social action. Rather than being compared as opposites, history and the contemporary experience are described as co--extensive, yoked together through this metaphor for the continuity and connectedness of Aboriginal identity:
Sue Gillett and Charon Freebody-'I Know That Face' 119 This understanding and expression of Aboriginal Australian history in terms of its aliveness and its currency is hugely significant for a nation of people who were threatened with extinction. The spectre of attempted genocide is built into the very title of the concert production. 7 The English translation of murundak is 'alive'-a word that stands as an incontestable counter--assertion to the colonial, social
Darwinist discourses of extinction that described the Aboriginal inhabitants of Australia as a doomed and dying race, and the corresponding practices and policies which threatened their survival at both the biological and cultural levels. Or by taking the things that belong to me.
We have survived a white man's world … And you can't change that. 9 The title also goes a step further than simple assertion in that, as a word from the Woirurrung language, murundak must be translated in order to be understood by It is in society that [people] recall, recognise and localize their memories … Most of the time, when I remember, it is others who spur me on; their memory comes to the aid of mine and mine relies on theirs … It is in this sense that there exists a collective memory and social frameworks for memory; it is the degree that our individual thought places itself in these frameworks and participates in this memory that it is capable of the act of recollection. 10 It is in this sense that the film can call itself a 'social memoir', a text that allows Aboriginal memories to be recognised and articulated as collective memory, imbued also with a living sense of history, historical agency and justice. 'survival', and music has played a large part in this agenda, both as expression of culture, and expression about culture. 12 As Rachel Maza says to audiences from the stage during the Womadelaide concert, the Black Arm Band sets out to perform a deliberate 'cultural intervention' into the racially biased political interventions and cultural misunderstandings that
Aboriginal people were and are subjected to in Australia. It is with this 'interventionist' cultural history, of both concert and film, that we are concerned. In his discussion of a number of significant national inquiries and legal judgements concerning Aboriginal issues that occurred during the 1990s, Chris
Healy has described the ways in which these 'institutional practices of memory ... 
Murundak: Songs of Freedom is not, of course, a legal or governmental document. It
is a pleasurable cinematic production, addressed to and able to reach a different audience through its specific medium. It is, however, an equally significant document in which the conditions of reception have been made possible by the momentous and painful struggles of Aboriginal communities and their supporters to bring their histories into the public record. This long campaign, fought on many fronts over many decades, has slowly, but powerfully, contested the dominant terra nullius version of colonial Australian settlement. The film repeatedly remembers these struggles and is itself a confident testament to successful outcomesespecially to those achievements that relate to being heard, to creating spaces for Aboriginal memory at the national level and thereby affecting the national dialogue.
As Lou Bennett says, when reflecting on the changed historical landscape following the National Apology to the Stolen Generations in 2008-a major and pivotal event within the film's structure-'as a nation we're starting to just listen'. 
Murundak: Songs of Freedom

On tour to sites of memory
The many images of the band members driving, walking or flying between locations spatially represents, and synchronises with, the temporal passage of memory as it tracks into the past from the present-as if remembrance is a process and memory is a destination, a quality residing in specific geographical locations. Members of the band, and by extension the audience, are put into contact with the memories held in country, through travelling, gathering and being received at particular places.
The 'journey' also works as a mode of politics and remembering in Murundak: It is only the definition of black reality from a conscious black perspective that will lend more dignity, more humanity and human diversity, more articulate logic and positiveness to the portrayal of black experience. 26 Shane Howard, author and lead singer of the land rights classic, 'Solid Rock', sums up this pivotal point regarding perspectives and positions: 'it's hard for white
Australians to look at the past because it's just not pretty. This is who we have let Charon Freebody returned to study after working in the medical and media industries. She is currently teaching in Health Sciences at La Trobe University and completing a PhD on the films of Tracey Moffatt and Rachel Perkins.
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